











































































































































































































































































































































































































priced	tickets	for	people	ages	30-65,	and	in	some	cases	all	people	attending	a	show	with	a	single	firm	ticket	price,	range	from	$43-$100+.	The	PAC	clearly	has	the	ability	to	bring	the	production	of	a	performance	into	a	different	realm;	however,	the	group	of	people	who	will	experience	this	realm	is	limited	by	the	venue’s	prohibitive	rental	costs	to	perform	and	tickets	costs	to	attend	an	event.	Venue	Name	 Partridge	Hall	 Cairns	Recital	Hall	 Robertson	Theatre	 Film	House	Minimum	Rental	Cost	(Based	on	required	5-hour	minimum)	
		$2250	 		$1125	 		$625	 		$625	
Table	4.1:	Non-Inclusive	Minimum	Rental	Costs	of	PAC	(FirstOntario	Performing	Arts	Centre,	
2015a,	2015b)	
	While	cultural	flagship	buildings	do	create	quick	transactions	and	buzz	(Miles,	2007),	even	cultural	representatives	in	St.	Catharines	admit	that	a	small,	select	group	of	local	citizens	and	performers	will	actually	be	able	to	afford	to	use	the	PAC.	This	inaccessibility	is	against	inclusive	everyday	cultural	production,	which	Evans	and	Foord	(2006)	believe	a	cultural	renaissance	should	provide.	A	wealth	of	municipal	planning,	funding	and	now	debt	is	associated	with	the	PAC,	while	many	locals	will	not	benefit	from	its	operation.	Unfortunately,	as	discussed	in	Chapter	3,	I	was	unable	to	obtain	access	to	the	information	on	debt	burden	and	payment	plan,	however,	in	addition	to	the	$60	million	dollar	cost	to	construct	the	centre,	the	City	of	St.	Catharines	will	cover	the	estimated	$1,263,432	deficit	developed	from	the	PAC’s	operation	in	2016	(City	of	St.	Catharines,	2016).	The	culture	formally	planned	and	promoted	by	the	neoliberal	city	is	that	of	high	exchange	value	and	symbolic	value,	a	type	of	culture	that	attracts	the	city’s	goals,	rather	
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than	a	culture	of	high	use	value	to	the	current	inhabitants	of	the	area	undergoing	cultural	development.	Cultural	flagship	buildings	are	renowned	for	their	exchange	and	symbolic	value	as	they	attract	desired	populations	and	their	monetary	transactions	(Evans,	2003).	The	PAC,	assuming	many	economic	development	roles,	functions	as	this	valuable	cultural	flagship	for	the	city.	The	city	is	chasing	external	populations	and	finances	through	provision	of	attractive,	upper-middle	class	culture	characterized	by	Beaverstock	et	al	(2004)	as	exclusive,	highly-sanitized,	gated	entertainment,	while	failing	to	generate	cultural	opportunities	for	the	downtown	area’s	current	inhabitants.	Cultural	representatives	celebrate	a	flagship	building	that	produces	a	state	of	the	art	culture,	where	audience	members	do	not	worry	about	their	seat,	view,	sound	and	amenities	because	all	components	are	maximized	to	provide	the	best	experience	possible.	However,	this	flawless	experience	comes	at	a	cost	that	is	inaccessible	to	many	residents	and	local	artists.	According	to	Lefebvre	(1996,	144)	segregation	by	“state	policies	pursuing	agendas	for	urban	regeneration”	is	demonstrated	when	priority	is	given	to	the	“exchange	value	of	space”,	“increased	land	speculation”	and	“higher	housing	costs”,	all	of	which	are	mentioned	as	cultural	plan	goals	that	the	PAC	contributes	to.	In	addition,	many	downtown	inhabitants	may	be	displaced	as	a	result	of	the	increasing	property	values	the	city	hopes	–	and	already	notices	–	the	PAC	contributing	to.	When	deciding	on	the	site	to	construct	the	future	performing	arts	centre,	the	civic	leaders	and	consulting	team	chose	to	select	the	former	Knight’s	Inn	Motel,	across	from	the	Leonard	Hotel.	The	owner,	who	owned	both	buildings,	was	only	willing	to	sell	if	he	could	sell	both	(Herod,	October	14,	2009).	The	City	decided	to	purchase	the	Knight’s	Inn	property,	and	with	this	knowledge,	a	developer	agreed	to	purchase	the	Leonard	Hotel	property,	as	part	of	
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the	beginning	of	the	downtown	revitalization	project,	exactly	as	planned	in	the	DCCMP	(Herod,	October	14,	2009).	The	developer	is	quoted	in	St.	Catharines	Standard	after	purchase	of	the	Leonard	Hotel:	“When	I	can	picture	a	30-foot	glass	wall	along	St.	Paul	and	a	two-storey	lobby,	that’s	the	kind	of	thing	that’s	going	to	get	developers	like	us	pumped	up”	(Herod,	May	30,	2011).	The	deals	both	closed	in	November	2009,	and	redevelopment	of	the	six-storey	Leonard	into	a	“showpiece”	with	“larger	and	nicer”	rooms,	as	well	as	the	Knight’s	Inn	into	a	performing	arts	centre,	were	both	set	to	begin	construction	(Herod,	October	14,	2009).	What	happened	to	the	people	who	used	these	buildings?	According	to	a	participant	at	the	Downtown	Talking	Circle:	the	Leonard	hotel	was	home	to	a	lot	of	people	who	were	living	on	the	edge.	They		had	an	apartment	or	they	lived	across	the	street	where	the	performing	arts	is	(Knight’s	Inn),	in	smaller	units.	When	all	that	property	was	bought	and	cleared	out,	they	were	moved	on	(January	21,	2016).	Another	participant	at	the	Downtown	Talking	Circle	and	employee	of	Start	Me	Up	Niagara	(SMUN)	–	a	charitable	organization	on	the	Eastern	edge	of	downtown	St.	Catharines	that	works	with	individuals	dealing	with	homelessness,	unemployment,	poverty,	addiction,	and	mental	illness	–	mentioned	that	when	civic	leaders	announced	that	the	“arts	centre	downtown	was	coming,	buildings	started	changing	hands.	A	lot	of	people	living	in	these	apartments	are	turning	up	at	Start	Me	Up,	and	they	still	haven’t	found	apartments.	3	or	4	years	and	they’re	still	homeless”	(January	21,	2016).	A	second	employee	of	SMUN	stated	that	since	he	began	working	at	SMUN	3	years	ago,	“there’s	been	a	massive	influx	of	people	coming	through	the	doors	from	downtown.	Our	housing	department	went	from	1	to	4	people.	We	can’t	keep	up.	Everyday	I’m	turning	people	away”	(January	21,	2016).	As	a	
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result	of	redevelopment	and	revitalization,	lower-income	individuals	have	been	displaced	from	the	centre	of	the	city	(Figure	4.8).		
	
Figure	4.8:	Wooden	sign	outside	PAC	during	its	first	month	open	reads	“What	about	the	rest	of	
us”	(Nicolaides,	2015)		
	Common	to	Canadian	cities	pursing	economic	development	is	the	forced	movement	of	poorer	and	more	marginal	populations	from	areas	that	authorities,	developers	and	users	are	finding	attractive	as	new	places	of	entertainment	and	residence	(Catungal,	Leslie	and	Hii,	2009).	According	to	the	Executive	Director	of	the	PAC	(February	1,	2016)	in	reference	to	the	old	Leonard	Hotel:		they’re	redeveloping	what	was	a	pretty	ugly	building…cause	they	see	the	opportunity	for	a	higher-end	tenant	where	they’re	not	getting	the	lowest	end	rental	tenant.	They’ve	actually	got	the	ability	to	attract	a	higher-end	tenant	which	now	elevates	the	sophistication	and	offerings	within	the	area	of	what’s	happening”.	
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The	City’s	goal	of	gentrification	and	revitalization	stated	in	their	cultural	plans	and	by	their	cultural	representatives	display	the	desire	for	a	change	in	population	and	landscape,	which	go	hand-in-hand.	Like	Uitermark	et	al.	(2007)	argue,	gentrification	is	used	to	civilize	and	control	neighbourhoods	through	attracting	the	middle	classes.	Although	the	terms	‘gentrify’	and	‘gentrification’	each	arise	once	in	the	cultural	document	text,	they	are	used	to	celebrate	how	artists	contribute	to	gentrification,	rather	than	used	for	critical	discussion	of	displacement	and	social	exclusion.	Furthermore,	terms	like	revitalization,	renewal,	and	renaissance	are	more	commonly	used	both	in	text	and	interviews,	as	they	carry	the	image	of	positive	progress	and	change.	Lees	(2003)	believes	that	these	terms	direct	attention	away	from	the	contested	nature	of	gentrification.	Regardless	of	how	the	city	labels	this	process,	the	current	or	previous	inhabitants	may	be	forced	to	relocate	as	a	result	of	multiple	potential	situations	caused	by	rising	property	values	for	three	reasons.	First,	tenants	may	not	be	able	to	afford	increased	rent	and	living	costs.	Second,	building	may	change	ownership	and	be	redeveloped	for	a	higher-end	tenant.	And,	three,	residential	buildings	may	have	their	function	change	and	be	used	for	retail	or	business	uses	instead.	For	example,	259	St.	Paul	Street	(the	former	Leonard	Hotel,	currently	Carlisle	Square)	had	a	total	phased-in	property	assessment	of	$920,000	in	2008	prior	to	its	purchase	and	development,	and	is	now	assessed	at	$6,264,000	in	2016	after	its	redevelopment	(Municipal	Property	Assessment	Corporation,	2016).	Property	values	are	increasing	and	buildings	are	changing	hands	and	looks	as	a	result	of	culture-led	revitalization.	Current	lower-income	inhabitants	are	not	only	underserved	by	the	cultural	renaissance,	but	displaced	by	it	as	well,	as	they	do	not	have	as	much	“elective	fixity”	or	degree	of	control	over	where	they	reside	as	the	incoming	middle	class	residents	(Paton,	2014).	These	groups	
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without	“political	privileges”	are	rejected,	displaced,	and/or	prevented	from	participating	in	the	making	of	the	city	(Lefebvre,	1996).		This	exclusion	runs	contrary	to	Matthews’	(2010)	belief	that	local	meaning	production	and	expression	be	ensured	top	priority	in	cultural	projects.	Ultimately,	as	cities	pursue	economic	development	and	competitiveness	through	cultural	projects,	they	“tend	to	place	growth	over	equity	in	their	list	of	political	priorities	and	will	try	to	justify	local	costs	by	means	of	city-wide	benefits”	(Loison	and	Fischler,	2016,	359).		
4.8	Conclusion	Two	overarching	elements	tie	together	the	overall	points	of	critique	of	cultural	planning.	First,	that	cultural	planning	exists	primarily	for	economic	development	purposes,	not	for	cultural	provision	and	cooperation.	Second,	that	cultural	planning	imagines	a	specific	type	of	culture	appealing	to,	and	in	favour	of,	an	external	creative	class	over	its	current	inhabitants,	thereby	gentrifying	a	targeted	area.	Additionally,	cultural	planning	is	imagined	and	directed	by	a	small,	wealthy	group	of	professionals	and	experts	from	above,	omitting	the	participation	and	contributions	of	residents	who	are	affected	by	or	excluded	from	its	developments.	Less	acknowledged	and	celebrated	in	formal	cultural	planning,	and	a	type	of	culture	and	place	that	remain	relatively	hidden	in	the	shadows	of	large	cultural	flagship	buildings	and	their	associated	upper-class	culture	and	professional	entertainment,	is	the	informal	culture	that	is	developed	on	the	backs	of	local	artists	collaborating	and	sharing	in	social	gathering	places	called	‘third	places’.	The	following	chapter	will	discuss	the	significance	
	 96	
and	use	value	of	third	places,	and	the	associated	grassroots	culture,	to	current	inhabitants	and	local	artists	in	search	of	accessible	cultural	participation.																					
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CHAPTER	5:	THE	HUMAN-SCALE:	INFORMAL	CULTURAL	PLANNING	IN	A	THIRD	
PLACE	Even	though	cultural	planning	is	more	popularly	discussed	as	a	city	staff/council	initiative	to	promote	economic	development	through	institutionalized	culture	at	a	municipal	scale,	cultural	planning	can	also	be	informally	practiced	at	the	grassroots	level	by	citizens.	Third	places	are	informal	and	multi-purpose	gathering	places	of	social	interaction	that	are	particularly	conducive	to	supporting	grassroots	cultural	initiatives.	Rather	than	a	culture	focused	around	economic	development,	third	places	support	a	culture	based	more	on	social	development,	and	the	production	of	the	cultural	practice	itself.	In	this	chapter,	I	use	material	from	my	interviews	with	artists,	café-users,	café	employees	and	owner,	observations	from	my	time	in	the	café,	and	scholarly	literature	to	display	current,	and	past,	functions	and	roles	of	third	places/cafés,	as	well	as	the	use	and	effect	of	place-making	through	everyday	spatial	practices	in	creating	a	space	and	moments	alternative	to	the	more	dominant	neoliberalized	culture.	Although	not	all	findings	extend	beyond	the	third	place	I	focus	on,	Mahtay	Café,	they	do	show	the	potential	of	third	places	to	contribute	to	cultural	participatory	opportunities.	In	so	doing,	this	chapter	argues	that	the	grassroots	cultural	practices	that	occur	in	third	places	are	a	demonstration	of	an	important	mechanism	through	which	culture	is	planned	and	operationalized	successfully	at	the	human	scale	through	the	collective	action	of	urban	inhabitants.		
5.2	Third	Place	Accessibility		Although	culture	does	not	exist	in	absence	from	the	people	enacting	it,	there	are	places	that	can	contribute	to	and	influence	its	creation	(via	collaboration	and	inspiration),	its	visibility,	
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its	accessibility,	and	its	resulting	reach	and	collectivity.	Third	places,	as	defined	by	Ray	Oldenburg	(1999)	are	places	of	informal	social	gathering	and	spontaneous	interaction	at	the	“heart	of	the	community”.		In	downtown	St.	Catharines,	Mahtay	Café	fulfills	the	role	of	a	valuable	third	place.		 With	its	central	downtown	location,	Mahtay	Café	is	accessible	by	foot,	bike	or	public	transport.	The	visibility	of	the	café,	influenced	by	the	relatively	high	foot	traffic	in	the	area,	makes	it	a	popular	social	and	cultural	gathering	place.		In	addition	to	its	location,	the	café’s	long	hours,	7:30am	to	12am	–	and	some	nights	until	2am	–	add	to	this	third	place’s	accessibility.	People	are	able	to	be	in	the	café	for	extended	periods	of	time	without	being	displaced	which	supports	socializing	and	cultural	production.	According	to	local	artist	and	café	staff	member	(December	17,	2015),	“It’s	not	just	a	place	where	you	meet	beforehand	or	afterwards.	It’s	a	place	where	people	are	all	day	and	night,	which	is	pretty	cool,	because	generally	speaking,	that	doesn’t	happen	[elsewhere]”.	The	café	contains	a	variety	of	couches,	chairs,	benches,	stools,	high	tables,	low	tables	and	open	floor	space	which	allows	people	to	“actually	lounge”	(local	artist/café	user,	November	24,	2015).	In	addition	to	the	spontaneous	interaction	and	social	gathering	so	common	to	this	third	place,	it	also	has	an	open	calendar	of	scheduled	events	(Figure	5.1).	On	any	given	day	in	a	given	month	there	is	likely	to	be	at	least	one	event	chalked	in	on	the	publicly	visible	calendar.	Anyone	who	has	a	show	or	event	they	would	like	to	conduct	can	ask	the	owner	to	use	the	space	of	the	café	for	a	single-evening	event	or	a	month-long	exhibit,	for	example.	The	owner	or	an	employee	then	responds	with	available	dates,	and	the	people	managing	the	event	are	able	to	confirm	an	available	date	and	use	the	space	at	no	cost.	According	to	a	local	artist	(January	28,	2016),	“I	first	came	to	the	café	because	I	heard	you	could	easily	put	your	art	up“.	According	to	the	
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café	owner	(November	24,	2015),	“we	have	a	policy	of	not	saying	no	to	things.	This	has	allowed	people	to	do	things	in	the	space	that	they	would	not	be	allowed	to	do	in	a	corporate	space”.	The	café	space	is	free	to	artists	interested	in	using	its	floor,	stage	and	walls,	and	it	is	also	free	for	people	to	enter	and	use	the	space	as	most	events	are	free,	and	ones	that	are	not	free	have	a	cost	decided	by	the	artists	from	pay-what-you-can	to	$5-10	(this	is	not	a	door	cost,	but	an	event	cost,	so	people	can	still	use	the	alternative	room	of	the	café).	How	is	the	owner	able	to	provide	the	space	for	free	to	all	of	these	events?	The	café	is	able	to	generate	enough	money	through	food	and	drink	sales	as	a	result	of	its	central	location,	popularity,	large	patronage,	and	quality	products.	“They	have	the	best	coffee	in	town”,	says	one	café	user.	To	further	attest	to	the	café’s	popularity	among	patrons,	one	café	user	(November	10,	2015)	emphasizes	that	Mahtay	Café	is	“The	Café”,	while	another	café	user	states	that	the	“staff	seem	to	know	everyone	by	name”	(November	10,	2015),	which	was	confirmed	during	my	observation	periods.	The	café’s	popularity	and	large	patronage,	and	resulting	customer	purchases,	are	generated	in	part	by	the	large	number	of	people	using	the	café	to	conduct	or	participate	in	its	events.	Local	inhabitants	are	attracted	to	the	café	by	its	cultural	and	social	provisions	and	happenings,	and	then	purchase	food	and	beverage	items	while	in	the	café.	Other	people	may	simply	enter	the	café	to	purchase	food	or	drink	and	leave.	While	some	people	desire	to	purchase	and	consume	a	hot	drink	or	snack/meal	($1.60<),	upon	observation	and	interview	responses,	people	are	able	to	enter	and	use	the	café	without	purchasing	anything.	The	café’s	financial	accessibility	is	noted	by	many	cafe	users	(November	2015	-	January	2016)	through	the	following	statements:	“I	can	come	here	even	without	a	dollar”,	“It’s	an	open	space	anyone	can	come	into	whether	or	not	they’re	contributing	to	the	finance”,	“I	proposed	to	have	a	show	here,	and	it	happened	very	
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easily,	for	free“,	“I	can	sit	here	for	9	hours	doing	my	things	and	drinking	coffee	for	a	few	bucks”,	“I	wrote	a	poem	all	night	in	the	café.	I	don’t	think	they	throw	anyone	out”,	“It’s	nice	that	based	on	Mahtay’s	philosophy,	and	the	fact	that	it’s	a	business,	a	person	can	come	in	here	and	just	hangout	and	drink	water	and	not	have	to	purchase	anything	to	enjoy	the	benefits	of	this	space”,	“This	is	a	place	that	a	person	can	just	come	to	and	be	part	of	without	having	to	pay.	You	can	definitely	come	in	and	drink	water	for	free	and	enjoy.	I	don’t	know	of	any	other	places	like	that”.	This	café	is	able	to	be	nurture	local	inhabitants	through	the	following	mandate,	described	by	the	café	owner	(November	24,	2015):		the	space	is	open.	It	was	always	our	intent	not	to	just	plop	down	and	be	all	about	commerce,	but	actually	create	a	community.	And	I	think	we’ve	done	that.	In	many	ways	we’re	a	hub	for	a	lot	of	artists	and	students.	We’re	like	a	community	centre	that	serves	beer…	It’s	a	creative	space	with	very	few	limits	put	on	it,	so	I	think	that	in	the	end	that	is	what	makes	it	a	very	habitable	space.	The	affordability	of	art	and	culture	in	this	café	exists	in	contrast	to	the	high-cost	of	art	and	culture	in	the	performing	arts	centre	(PAC)	across	the	street.	
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Figure	5.1:	Mahtay	Café’s	Wall	Calendar	(Nicolaides,	2015)	To	enter	the	PAC	and	to	use	any	of	its	spaces,	you	are	required	to	pay.	Ticket	and	rent	prices,	as	listed	in	Chapter	4,	are	costly	and	inaccessible	to	many	residents	of	St.	Catharines.	The	PAC	is	only	available	on	per-hour	rental	basis,	or	through	ticket	purchase	for	a	specific	amount	of	time,	from	the	point	the	doors	open	shortly	before	the	performance	time,	until	a	few	hours	later,	shortly	after	the	performance	is	over.	Furthermore,	the	space	does	not	encourage	people	to	linger	outside	of	seated	performance	time,	as	the	foyer	is	a	bare	space	without	seating	or	gathering	areas,	or	any	art	on	the	walls.	All	that	is	mounted	on	the	walls	is	a	large	sign	that	celebrates	the	donors	who	have	financially	contributed	to	the	construction	of	this	facility	(Figure	5.2).	To	local	residents	who	can	afford	it,	the	PAC	represents	a	state-of-the-art	venue	to	be	proud	of.	Others,	such	as	an	artist	(November	10,	
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2015)	in	Mahtay	Café,	state	that	“the	city	is	hopeful,	but	to	me	it’s	just	building”.	For	a	Mahtay	Café	staff	member	(December	19,	2015),	“The	PAC	is	outside	of	monetary	availability	for	most	artists.		An	artist	(December	7,	2015)	interviewed	in	Mahtay	Café	stated	how	“at	the	new	centre	[PAC],	you	have	to	have	money.	It	just	gives	people	with	money	more	shit	to	do.	As	an	artist	I	can’t	go	to	these	events,	but	I	can	come	here”.	Another	artist	(December	7,	2015)	mentioned:	“I	won’t	contribute	to	the	PAC	because	it’s	all	about	money.	Once	you	join	that,	you’re	in	it”.		These	statements	all	reinforce	the	financial	exclusiveness	of	the	PAC	and	how	it	excludes	local	cultural	workers	who	simultaneously	reject	the	commodified	culture	it	sells.	Not	only	can	some	artists	not	afford	the	PAC,	they	may	also	not	want	to	be	associated	with	its	“cultural	aura”	(Hall	and	Barrett,	2012)	and	cultural	capitalism.	The	affordability	of	Mahtay	café	is	repeatedly	framed	in	interviews	as	more	welcoming	and	accessible	to	these	artists	and	other	inhabitants	who	cannot	afford	to	be	part	of	the	consumptive	class.	For	many	local	cultural	workers,	Mahtay	Café	exists	as	a	valuable,	inspiring,	and	socially	inclusive	alternative	to	the	PAC.	
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Figure	5.2:	PAC	Donors’	List	(Nicolaides,	2016)	
5.3	“Anything	Goes”:	A	Multi-Purpose	Cultural	Hub	In	conjunction	with	Mahtay	Café’s	financial	accessibility	is	also	the	important	role	it	performs	as	a	social	and	cultural	hub.	From	within	this	space	community	awareness	is	generated	of	local	happenings	and	relationships.	Similar	to	observations	by	Bain	and	Mclean	(2012,	134-135)	in	other	mid-sized	cities	in	Ontario,	third	places	can	become	“cultural	landmarks	in	their	own	right”.	Mahtay	Café’s	calendar	(Figure	5.1)	and	walls/poles	(Figure	5.3)	that	display	local	people,	practices	and	performances	occurring	in	and	outside	of	the	café,	encourages	the	connection	of	people	and	the	potential	for	collaboration	and	involvement.	Cafés	have	long	been	places	where	people	come	to	retrieve	and	learn	about	local	news	(Haine,	1996).	The	calendar	displays	the	multiple	upcoming	events	in	the	café,	such	as	open	mics,	discussion/sharing	circles,	poetry	slams,	exhibits	and	
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concerts,	while	the	walls	and	poles	open	to	the	pinning	of	event	posters	allow	people	to	spread	and	receive	‘word’	about	happenings	in	the	wider	area.	According	to	a	café	staff	member	and	local	artist	(December	17,	2015),	“Mahtay	is	where	you	go	to	find	out	what’s	going	on	in	town.	Whatever	it	might	be,	someone	there	is	going	to	know	something”.	Other	local	artists	and	cafe	users	agreed	that	they	too	come	to	the	café	to	find	out	‘what’s	up’.	The	multi-purpose	function	of	this	building	as	a	news	post,	social	hub,	and	cultural	venue	of	a	wide	variety	of	arts	practices,	both	production	and	performance,	demonstrate	the	ability	of	the	third	place	to	function	as	a	multi-purpose	space,	not	built	for	a	narrowly-defined	purpose,	but	a	purpose	flexible	to	the	user’s	desires.	Considering	that	mid-sized	cities	generally	have	fewer	cultural	venues	and	less	specialization	in	their	cultural	sector	than	larger	urban	centres,	the	diverse	usages	possible	in	a	multi-purpose	space	are	favourable	to	an	interdisciplinary	cultural	community	(Bain	and	McLean,	2012).	This	multi-purpose	nature	allows	art	and	culture	to	exist	within	the	everyday,	mundane	social	pathways	of	urban	inhabitants,	in	contrast	to	formal	purpose-built	performing	arts	centres	that	function	solely	as	professional	entertainment	spaces;	people	buy	their	ticket,	enter	the	venue,	find	their	uni-directional	seat,	watch	the	performance,	then	leave	the	building.	Formal	cultural	institutions	support	a	limited	understanding	of	the	social	dimensions	of	art	and	culture.	People	do	not	go	to	a	performing	arts	centre	to	find	out	local	news,	meet	new	people,	build	community,	collaborate,	create	or	debate	ideas,	but	rather	to	be	entertained.		
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Figure	5.3:	Mahtay	Café	Poster	Wall	of	Local	Happenings	(Nicolaides,	2015)		 As	a	result	of	the	café’s	affordability	and	open	eclecticism,	it	becomes	a	space	open	to	the	actions	and	desires	of	its	users.	It	becomes	a	space	of	possibility,	for	the	development	of	one’s	cultural	practice.	A	local	artist	and	café	user	(November	24,	2015)	said,	“It	completes	the	circle	here,	and	it	even	begins	the	circle	for	some	people.	It’s	not	just	for	one	class,	but	cross-class”.	This	artist	infers	two	ideas	here.	One,	that	the	café	exists	as	the	other	piece	of	the	puzzle	for	people,	assuming	its	role	as	a	third	place	for	social	gathering	and	interaction	outside	of	the	solitude	and	work-oriented	space	of	the	home/workplace.	Also	as	a	space	for	a	person	to	share,	express,	and	inspire	what	they	have	created	on	their	own.	Another	local	artist	and	café	user	(December	8,	2015)	states,	“that	it’s	the	café	life	that	brings	artists	together	and	people	talking.	I	don’t	need	it	for	my	work	per	se,	but	the	community	I	take	part	in”.	A	third	artist/café	user	(November	22,	2015)	says	she	likes	the	
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café	“to	read,	to	get	out	of	home,	work,	and	rub	elbows.	Sometimes	I	bring	stuff	to	work	on,	or	I	just	talk.	It’s	a	great	place	to	meet	and	bump	into	people”.	According	to	the	café	owner	(November	24,	2015),	Mahtay	Café	“offers	the	out-of-studio	social	nourishment”.	The	café	can	be	the	social	portion	of	the	path	of	one’s	day,	but	also	the	social	portion	of	one’s	artistic	creation.	According	to	one	artist	(December	8,	2015),	“my	growth	comes	out	of	the	people.	The	events	and	the	people	I	meet	here	flow	into	my	work”.	Conclusively,	spaces	of	social	interaction	effectively	pair	with	the	solitary	workspace	of	the	artist	in	the	creative	process	(Buttimer,	1990).	The	second	idea	touched	on	in	the	artist’s	quotation	about	‘beginning	the	circle’	and	‘cross-class’,	infers	that	some	people	get	their	first	opportunity	to	participate	in	cultural	activities	at	the	café,	influenced	by	the	café’s	open	access	to	all	people	regardless	of	their	income,	creative	ability,	experience	or	status.	For	some	people,	it	may	be	the	place	where	they	first	recognize	that	they	too	have	the	ability	to	produce	culture.	It	may	also	be	the	first	sharing	opportunity	for	someone	who	already	creates	their	own	work	but	has	never	shown	it	publicly,	as	they	know	that	at	the	café	people	will	be	present	to	experience	their	work,	and	likely	supportive	of	it	as	well.	A	local	artist	and	café	staff	member	(December	19,	2015)	provided	the	following	example:		if	you’re	16	and	you’ve	never	performed	in	public	before,	where	do	you	start?	You		can	do	an	open	mic	or	play	your	first	show	at	this	café.	People	come	to	some	of	these	events	and	say	‘hey,	I	can	do	that’,	and	you	go	up	and	play.	You	see	guys	get	up	for	the	first	time	in	front	of	people,	or	the	first	time	in	30	years	for	some	people	who	are	older.	The	existence	of	this	café	and	its	openness	to	all	forms,	lead	by	its	‘yes’	policy,	creates	a	visibility	of	and	resulting	continuation	of	cultural	participatory	opportunities.	While	
	 107	
attending	various	events,	such	as	open	mics	(Figure	5.4)	and	poetry	slams	(Figure	5.5),	I	observed	people	from	12	to	70	years	old	performing	their	craft,	from	people	who	have	years	of	experience	to	first-time	performers.	At	an	open	mic	I	attended	one	night,	a	man	approximately	50	years	old,	turned	around	and	said	to	me	with	shaking	hands,	“It’s	my	first	time	trying	to	be	a	comedian.	First	time	I’ve	ever	done	it.	I	just	want	to	get	it	out	of	my	system”.	Our	spontaneous	conversation	continued	until	it	was	his	turn	to	take	the	stage.	He	completed	his	performance,	nervously,	with	much	applause	and	laughing	response	from	the	crowd.	Soon	after,	a	musician	around	forty	years	of	age	sat	down	on	stage	and	said,	“I’m	not	very	good,	but	I’ll	try.	This	is	my	first	time	playing”,	which	lead	into	a	song	about	struggles	with	addiction.	The	following	night	at	the	poetry	slam,	a	young	woman	introduced	her	poem	about	her	personal	experience	as	a	victim	of	sexual	assault,	and	thanked	the	crowd	of	people	for	being	there	and	listening	to	her	first	time	expressing	this	in	public.	At	the	same	poetry	slam,	a	girl	in	Grade	8	came	with	her	father	to	perform	the	first	poem	she	ever	wrote.	Open	mics,	and	other	events	where	the	mic	is	open,	serve	as	a	“junction	between	professional	and	amateur	practice”	and	allow	contact	between	performers	at	“different	points	on	the	scale”	(Behr,	2012,	1).	The	open	mic	setting	satisfies	performers’	needs	for	an	“environment	in	which	they	can	feel	free	to	stumble	and	make	mistakes”,	while	the	“mixture	of	old	hands	and	beginners,	avowed	amateurs	and	aspiring	professionals,	is	central	to	the	tacit	convention	of	support”	(Behr,	2012,	13).	With	no	cost	to	the	performer	or	audience,	and	the	provision	of	multiple	stages,	walls	and	floor	space	open	for	all	people	to	use,	the	café	becomes	a	place	of	personal,	cultural,	artistic	and	social	development	for	people	of	all	experiences	and	incomes.		
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Figure	5.4:	Open	Mic	at	Mahtay	Café	(Nicolaides,	2015)	
	
Figure	5.5:	Poetry	Slam	at	Mahtay	Café	(Nicolaides	2015)	
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5.4	“Not	just	a	café…It’s	The	Café”:	A	Review	of	Café	Life	in	Downtown	St.	Catharines		Interestingly,	there	was	a	café	in	downtown	St.	Catharines	earlier	than	Mahtay	Café	that	displayed	some	similarities.	This	café,	Strega,	had	an	open	mic,	first-time	and	experienced	performances,	art	exhibits,	and	chalk	art	walls,	as	well	as	good	quality	and	relatively	affordable	food	and	drink,	but	it	had	also	a	few	characteristics	that	decreased	its	accessibility.	Firstly,	Strega	Café	was	only	open	from	10am-4pm,	with	the	exception	of	Thursday	nights	for	open	mic,	and	closed	on	Sundays.	These	hours	are	minimal	and	do	not	allow	for	people	who	work	day	jobs	to	experience	them,	or	for	the	café	to	function	as	a	hub	where	people	will	always	be	because	they	know	it	is	almost	always	open.	One	artist	(November	16,	2015)	added,	“I	went	there	sometimes	and	liked	it,	but	they	had	weird	hours,	so	I	think	that	led	to	its	disappearance”.	In	addition	to	its	confined	hours,	a	tension	around	accessibility	and	acceptance	developed	between	café	users/artists	and	the	owner.	According	to	two	local	artists	(November	16,	2016:	December	7,	2016),	after	an	open	mic	night	that	featured	a	notable	amount	of	poetry,	the	owner	said	in	person	and	on	social	media	that	at	the	upcoming	open	mic	“there	will	be	no	poetry”.	In	fact,	this	latter	quote	can	be	found	on	a	‘timeline	post’	on	Strega	Café’s	Facebook	page,	displaying	the	validity	and	public	reach	of	this	statement.	The	owner	had	only	recently	began	to	work	on	open	mic	nights,	and	wanted	to	change	and	limit	the	accessible	nature	of	the	‘open’	mic	that	was	attractive	to,	and	celebrated	and	nurtured	by	local	artists,	café	users	and	previous	staff.	Many	patrons	were	upset	by	this	and	decided	they	did	not	want	to	be	associated	with	the	new	exclusivity	of	this	café,	and	immediately	stopped	coming	to	this	café.	The	following	week,	only	four	people	were	at	the	open	mic,	and	then	the	open	mic	was	cancelled.	The	café	ended	up	closing	down	a	few	months	later,	due	to	an	apparent	decrease	in	patronage	and	
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resulting	inability	to	afford	operation.	This	case	demonstrates	the	importance	of	the	accessibility	–	in	hours	and	acceptance/openness	–	of	a	place	to	meet	the	desires	and	demands	of	people.	Additionally,	it	displays	the	collective	power	people	can	hold	through	their	decisions	to	support	or	not	support	a	place	based	on	their	beliefs	of	what	a	place	should	provide.		 Unlike	the	former	Strega	Café,	other	cafés/coffeeshops	in	the	downtown	area	have	managed	to	stay	in	operation.	These	cafés	(Figure	5.6)	are:	Cafesito,	Cool	Moose	Café,	Tim	Hortons,	Fine	Grind	Cafe,	Coffee	Culture,	and	Caffe	Gatti.	Tim	Hortons	and	Coffee	Culture,	both	multinational	coffeeshop	franchises	are	focused	on	fast	service,	high	volume,	and	the	multiplication	of	their	brand.	While	people	still	frequent	these	coffeeshops	in	downtown	St.	Catharines,	they	do	not	function	as	local	cultural	hubs.	They	are	strategically	placed	down	one-by-one	across	geographical	areas	based	on	market	potential.	According	to	a	café	user	at	Mahtay	Café	(June	22,	2016),	“At	Tim	Hortons,	you	sit	there	for	10	minutes	and	you	get	a	glare	from	staff	telling	you	to	move	on.	It’s	either	A	buy	something	or	B	get	the	hell	out”.	Caffe	Gatti,	the	most	recent	addition	to	the	downtown	group	of	cafés,	emerged	out	of	a	previous	pastry	bakery	and	retail	shop	called	Pino’s	Pasticceria,	which	then	purchased	and	renovated	a	street-front	store	to	open	under	its	new	name	in	2015.	Caffe	Gatti	is	still	a	business	primarily	known	for	its	decadent	pastries,	and	advertises	itself	as	such.	Additionally,	it	is	not	open	in	the	evenings.	Like	the	previous	two	cafés	mentioned,	it	also	does	not	function	as	a	cultural	hub.	Cafesito,	also	limited	in	it	operating	hours	(closed	evenings	and	weekends),	is	known	for	its	delicious	breakfast	and	lunch	items	as	well	as	its	beverages,	but	like	the	others,	is	not	a	cultural	hub.	Cool	Moose	Café,	closed	in	the	evenings	and	weekends	other	than	8am-1pm	on	Saturdays,	is	primarily	a	breakfast	and	lunch	shop,	
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not	functioning	as	a	cultural	hub.	Lastly,	Fine	Grind	Café,	open	11am-11pm	daily	has	accessible	hours	and	is	an	open	space	for	its	users	to	engage	in	cultural/artistic	practices	and	spend	many	hours	working,	conversing	and	collaborating.	Although	they	do	feature	local	visual	art	work	and	seldom	host	poetry	readings,	their	cultural	events	are	infrequent,	their	space	for	cultural	production	and	performance	is	relatively	limited,	and	its	number	of	users	tends	to	be	low.	Despite	these	characteristics,	Fine	Grind	is	important	to	local	cultural	production	and	collaboration,	and	is	a	notably	accessible	place.	In	fact,	two	local	artists	interviewed	mentioned	Fine	Grind	Café	as	the	only	other	place	outside	of	their	home	and	Mahtay	Café	that	they	use	to	work	on	their	projects,	meet	up	with	people,	and	stay	for	extended	amounts	of	time.	While	these	other	cafés	do	offer	people	products,	environments	and/or	experiences	they	enjoy,	the	cultural	provision,	accessibility	and	participation	operating	at	Mahtay	Café	is	unique	to	downtown	St.	Catharines.	
	
Figure	5.6:	Map	of	Cafés	in	Downtown	St.	Catharines	(Source:	Google	Maps,	2016)	
	
5.5	Culture	By	The	People	When	space	is	accessible	to	people,	they	are	able	to	use	it	for	their	personal	and	collective	creative	desires,	and	those	resulting	uses	of	the	space	in	turn	further	influence	future	
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possibilities.	The	actions,	behaviours	and	creations	of	people	in	Mahtay	Café	demonstrate	the	ability	of	people	to	collectively	pursue	and	express	their	desires	for	inclusivity,	anti-capitalism,	anti-classism,	and	a	culture	that	is	created,	operated	by,	and	accessible	to,	local	inhabitants,	rather	than	a	small	group	of	select	professionals	pressured	by	an	economic	development	narrative	inaccessible	to	many	local	inhabitants,	both	artists	and	non-artists.	According	to	Haine	(1996),	many	characteristics	of	the	café	are	desired	traits	in	the	socialist	perception	of	how	a	city	should	be	governed.	Through	place-making	efforts	and	everyday	spatial	practices,	local	inhabitants	are	able	to	create	a	culture,	less	through	built	form	in	the	spectacular	urban	landscape,	but	through	a	relatively	“immaterial”	(Hall	and	Barrett,	2012)	yet	still	visible	and	impactful	culture	occurring	at	the	human	scale.			 Using	Mahtay	Café	as	their	stage,	local	artists	and	inhabitants	of	a	wide	variety	of	experience,	class	and	age	come	together	to	collaborate,	watch,	listen	and	learn	from	one	another.	Through	creative	actions,	they	gather	to	form	a	collective	based	on	participation,	support,	community	and	collaboration.	This	community,	open	to	anyone,	encourages	people	to	join	in	on	the	cultural	activities	available.	Local	people	putting	their	art	on	the	walls,	and	their	words,	thoughts	and	actions	into	the	rooms,	through	an	unscreened	process	that	does	not	filter	out	dissonant,	explicit,	controversial,	political,	or	‘beginner’	or	‘hobbyist’	art,	demonstrates	the	process	by	which	these	inhabitants	demonstrate	their	desire	for	non-commodified	and	non-market	expression	accessible	to	all	people	regardless	of	professionalism.	Throughout	the	café	interviews,	many	interviewees	vocalized	their	rejection	of	the	categorized	professionalism	of	artists,	and	that	‘making	a	living’	has	anything	to	do	with	being	an	artist	or	not;	some	rejected	the	artist	label	altogether.	One	interviewee	(November	22,	2015)	said,	“Screw	that	definition.	That’s	a	dickhead	definition	
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that	an	economist	would	come	up	with	who	doesn’t	actually	care	about	art.	By	that	definition,	I’m	not	making	them	any	money	so	they	don’t	care	about	me”.	A	second	interviewee	(December	7,	2015)	stated,	“What	does	it	mean	to	live?	The	cost	of	living	is	to	be	able	to	breathe.	I	have	no	interest	in	using	my	body,	mind	and	soul	to	make	money.	You	don’t	have	to	make	money	to	be	an	artist.”	Other	interviewees	were	unsure	if	they	were	professional	artists,	but	rather	citizens	who	provided	professional	“creative	services”,	“use”	art,	or	are	“professionally	poor”.	The	political	culture	of	this	café	is	similar	to	what	Noel	(2014)	observed	in	the	Nuyorican	Poetry	Scene,	where	he	notes	that	the	social	interaction	and	art	found	in	third	places	often	advocates	for	political	activism	and	awareness	as	stories	of	local	justices	and	injustices	are	shared.	One	of	the	many	observed	events	that	enacts	these	exact	qualities	is	a	2-day	long	“Wetland	Celebration!”	(Figure	5.7)	where	local	artists	and	residents	came	together	to	celebrate	and	continue	their	successful	protestation	of	the	potential	corporate	destruction	and	redevelopment	of	a	nearby	wetland	through	storytelling,	discussion,	writing,	drawing,	performance,	installation,	relaxation	and	play.	In	addition	to	planned	events,	the	continuous	mundane	behaviours	–	or	everyday	practices	–	demonstrate	how	residents	are	literally	‘making’	the	‘place’	through	material	display	(framed	art,	chalk	art,	posters,	and	the	continuous	presence	of	a	wide	variety	of	people),	and	the	immaterial	transfer	of	knowledge	through	sound,	song,	story,	performance,	production,	collaboration,	conversation	and	spoken	word.	In	Pierce,	Martin	and	Murphy’s	(2011,	54)	terms,	the	people	are	creating	and	recreating	“the	experienced	geographies	in	which	they	live”.	The	creation	of	this	place-based	culture	cannot	happen	without	people	actively	producing	it.	Furthermore,	art	did	not	live	here	before,	during	and	after	construction	of	the	building	without	the	people	housing	it	there,	contrary	to	the	elected	
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official	and	municipal	staff	belief	that	art	‘lived’	in	the	PAC	before	it	opened	for	operation.	Moreover,	even	once	a	cultural	venue	is	in	operation,	the	arts	cannot	live	there.	Culture	and	art	is	everywhere,	and	it	is	the	people	who	are	it	and	produce	it,	not	the	building.	According	to	Duncan	(1999),	culture	“is	not	external	to	us”,	but	something	we	can	“actively	(re)produce”.	Therefore,	art	and	culture	live	within	the	people,	and	wherever	the	people	go	and	live	their	everyday	practices	is	where	art	lives.	Surely	these	places	cannot	have	thick	financial	gates	if	artists	are	to	be	able	to	live	out	their	everyday	practices.	According	to	a	local	artist	(January	21,	2016),	in	reference	to	the	PAC’s	boastful	claim,		 I’ve	lived	downtown	my	whole	life,	and	I	can	tell	you	the	arts	have	always	been	here.		And	the	poetry	slam,	you	can	go	out	to	Mahtay	and	see	an	amazing	arts	community	there,	or	see	any	of	our	really	beautiful	local	bands	play.	Its	always	been	here,	we	didn’t	need	an	arts	centre	to	bring	the	arts	to	downtown.	We	need	the	centre	to	connect	the	community	to	the	arts	that	are	here.	And	if	we	don’t	do	that,	if	we	don’t	engage	the	marginalized	individuals	in	our	communities,	then	were	going	to	fail	to	be	a	good	place	to	live.	Cultural	venues	must	be	available	to	and	be	informed	by	the	need	of	local	inhabitants.	Otherwise,	their	‘right	to	the	city’	is	denied.	According	to	Lefebvre	(1996,	158),	the	achievement	of	this	right	must	“gather	the	interests…	of	the	whole	society	and	firstly	of	all	those	who	inhabit”.	Furthermore,	inhabitants	must	have	a	“right	to	be	present	in	all	circuits	of	decision-making	leading	to	the	control	and	the	development	of	the	organization	of	social	space”	in	order	to	counter	exercises	of	capitalism	and	dominant	state	planning	(Martins,	1982,	183).	The	right	to	the	city	has	potential	through	the	practice	of	self-management.	
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Figure	5.7:	Local	residents	gathered	for	storytelling	at	‘Wetland	Celebration!’	event	
(Nicolaides,	2016)	
	The	trend	of	DIY	demonstrates	the	ability	of	collectives	to	develop	their	own	“cities	within	the	city”	(Iveson,	2013)	based	on	shared	desires	of	urban	inhabitants	who	assert	that	they	too	have	a	“right	to	the	city”,	the	right	to	“inhabit”	and	“appropriate	space”	(Lefebvre,	1991).	Groups	of	local	inhabitants	at	Mahtay	Café	are	dedicated	to	making	art	happen	through	active	creation	and	collaboration	that	allows	themselves	to	be	engaged	in	their	craft	and	desired	lifestyle	while	extending	this	opportunity	to	any	newcomers	who	share	these	desires.	“We	put	up	everything	we	want”,	an	artist	says	about	the	active	pursuits	of	artists	in	the	café	(Figure	5.8).	Many	different	artists	imagine	and	operate	the	various	events	that	occur	in	the	café,	and	through	this,	assert	their	belief	in	inclusivity	and	accessibility.	According	to	Purcell	(2002,	103)	this	right	to	spatial	appropriation	“confronts	capital’s	ability	to	valorize	urban	space,	establishing	a	clear	priority	for	the	use	value	of	urban	residents	over	the	exchange	value	interests	of	capitalist	firms”.	Artists	are	the	people	
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making	the	events	happen,	rather	than	a	corporate	team,	and	thus	have	control	over	event	accessibility	and	purpose.	Another	example	of	this	is	a	periodic	event	imagined	by	a	local	artist	and	enacted	by	an	open	collective	of	artists	called	“Together	Tonight”	(Figure	5.9)	based	around,	as	its	name	infers,	people	coming	together	for	the	evening	in	one	room	to	produce	and	receive	art.	This	self-management,	according	to	Butler	(2012),	makes	participation	in	urban	life	“real”.	
Figure	5.8:	Local	artist	putting	up	their	art	in	Mahtay	Café	(Nicolaides,	2015)		
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Figure	5.9:	Local	artists	producing	and	performing	art	at	‘Together	Tonight’		
(Nicolaides,	2015)	
	Another	trait	of	this	arts	community	that	makes	participation	real	is	the	diminished	divide	between	audience	and	performer	allowing	everyone	to	simultaneously	participate	as	witness	and	actor	in	a	non-hierarchical	community.	The	stability	of	this	self-created	and	sustained	community	ensures	that	people	will	have	others	to	share	with.	According	to	a	local	artist	(January	28,	2016),	“I	enjoy	producing	in	a	public	environment	where	people	around	me	become	interested	and	invested	in	my	creations”.	Another	local	artist	(November	10,	2015),	who	makes	a	living	off	of	graphic	design	freelance	work	but	creates	and	performs	rap	at	the	café,	states	that	in	this	social	setting	“I	can	be	seen	in	a	different	context”.	The	precarity	of	cultural	work	can	make	it	challenging	for	people	to	define	themselves	as	creative	workers,	internally	(personally)	and	externally	(socially),	and	have	the	opportunity	to	display	their	creations	in	a	social	setting.	It	is	a	struggle	to	find	work	as	
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an	artist,	and	thus	a	struggle	to	find	a	place	to	display,	which	can	affect	how	a	person	understands	their	identity.	A	social	setting	where	people	are	supportive,	listen	and	share	similar	vulnerabilities,	allow,	according	to	a	local	artist	(November	10,	2015),	“a	place	to	define	yourself”,	in	a	“different	context”.		 This	precarity	amongst	artists,	and	more	widely,	millennials,	is	a	result	of	neoliberal	promotion	of	self-employment	and	forms	of	labour	with	low	to	no	security	(Jones	1996,	Gill	and	Pratt	2008,	Bain	and	Mclean	2013).	As	a	result,	individualism	becomes	the	norm	as	labourers	strive	for	solo	success	through	excessive	labour	hours	(Gill	and	Pratt,	2008;	Ross,	2008;	Bain	and	Mclean,	2013;	Worth,	2015).	Due	to	low	pay,	low	security	and	a	lack	of	unionization	and	communal	work	in	self-employment,	there	is	a	resulting	decline	of	the	social	self	(Mason,	2004;	Worth,	2015).	As	millennials	are	encouraged	to	work	on	their	own	to	build	up	the	visibility	of	their	craft	through	excessive	work	hours,	the	importance	of	the	social	self	may	become	ignored.	This	neoliberal	trend	focused	on	accumulation	and	growth,	on	the	entrepreneurial	and	laborious	self,	is	resisted	through	the	success	of	a	continuous	nature	of	social	gathering	based	on	the	celebration	of	conversation,	knowledge	sharing,	social	connection	and	relationships,	community	support,	political	contestation,	activism,	and	leisure.	Similar	activities	and	philosophies	are	noted	by	Bain	and	Mclean	(2013)	in	their	analysis	of	two	artist-run	spaces	that	resist	the	exploitative	neoliberal	and	creative	class	definitions	of	art	and	culture.	These	behaviours	are	of	the	collective	kind,	not	the	individualized	kind	promoted	through	neoliberalism,	and	although	these	actions	inspire	and	energize	production,	it	is	neither	a	cultural	production	driven	by	capital	nor	one	easily	commodified	considering	its	free	and	critical	nature.	Instead,	cultural	production	is	celebrated	and	made	visible,	rather	than	hidden	behind	its	consumptive	form.	People	
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involved	in	the	creation	and	sustenance	of	this	community	are	uniting	for	social	and	cultural	purposes	rather	than	economic	or	entertainment	purposes.	According	to	Richardson	(2014,	99),	this	type	of	collaborative	“unpaid	labour”	with	a	“tendency	towards	‘commons’	rather	than	‘competition’”	demonstrates	the	“problem	and	potential	at	the	heart	of	precarious	labour”.			 While	this	DIY/DIO	practice	of	social	and	cultural	production	and	provision	does	challenge	neoliberalism	through	its	facilitation	of	the	social	self	in	response	to	individualization,	it	also	plays	into	the	hands	of	neoliberal	governance	by	making	up	for	the	roll-back	in	social	service	provision	through	community	volunteering	that	provides	these	opportunities	that	otherwise	would	not	exist.	Neoliberal	government	prefers	that	people	provide	for	their	needs	themselves	so	that	the	government	does	not	have	to	provide	for	them,	as	argued	by	Rosol	(2012)	in	the	analysis	of	local	volunteers	stepping	in	to	provide	community	gardens	for	the	public.	The	resulting	existence	of	cultural	and	social	provision	via	volunteerism	creates	the	illusion	that	the	government	does	not	need	to	take	further	action	because	people	will	simply	‘do	it	themselves’.	Although	volunteering	does	not	challenge	neoliberal	strategies,	the	group	of	active	people	do	have	the	advantage	of	creating	a	space	that	is	not	interfered	with	by	governmental	regulations,	which	enables	a	politically-critical	space,	inline	with	Lefebvre’s	(1991,194)	advice	that	“there	is	a	deep	contradiction	when	combining	state-controlled	institutions	with	radical	contestation”.		
5.6	Conclusion	The	“lived	space”	(Lefebvre,	1991)	of	accessibility,	participation,	production	and	collectivity	created	and	practiced	by	local	inhabitants	in	Mahtay	Café	challenges	the	
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“representations	of	space”	(Lefebvre,	1991)	authored	by	planners	and	wealthy	professionals	who	execute	the	neoliberal	script	of	capitalism,	consumption,	exclusivity,	and	individualism.	Since	culture	lives	within	the	people	and	as	a	result	of	their	behaviours,	inhabitants	are	able	to	create	and	sustain	culture	wherever	they	choose	regardless	of	what	buildings	are	advertised	and	built	as	cultural	venues.	Inhabitants	have	the	ability	to	come	together	to	share	in	their	experiences	of	precarity	and	individualism	and	their	desire	to	participate	in	cultural	practices	and	express	their	creations	and	beliefs	within	an	inclusive	and	open-minded	community.	The	use	of	the	third	place,	in	this	case	Mahtay	Café,	as	a	location	or	hub	for	these	cultural	practices	by	local	inhabitants	expands	the	visibility,	accessibility	and	reach	of	these	practices	as	Oldenburg	(1999,	112)	suggests	that	these	are	the	places	“where	one	is	more	likely	than	anywhere	else	to	encounter	any	given	resident	of	the	community”.	Every	practice	exists	in	a	place,	but	the	place	needs	to	be	accessible	and	open	to	the	practice.	Mahtay	Café	demonstrates	the	potential	of	third	places,	multi-purpose	places	and	cafés,	to	be	places	of	great	use	value	that	are	accessible	to	local	inhabitants	seeking	to	participate	in	cultural	practices,	through	its	traits	of	openness,	malleability,	affordability,	and	altogether	support.	The	combinatory	effects	of	collective	activism	and	accessible	space	makes	evident	the	possibility	of	culture	for	culture’s	sake,	culture	that	challenges	and	is	not	bounded	by	popular	opinion,	and	culture	that	contributes	to	and	is	created	by	the	social	lives	of	all	local	inhabitants	regardless	of	status.					
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CHAPTER	6:	CONCLUSION:	GRASSROOTS	PRACTICES	IN	A	CULTURAL	ECONOMY	This	thesis	has	demonstrated	the	varying	roles	and	objectives	of	culture	and	creativity	in	formal	and	informal	cultural	planning	in	downtown	St.	Catharines.	The	actors,	place	and	purpose	of	culture	play	a	significant	part	in	the	differences	between	types	of	culture	and	in	the	value	of	that	culture	to	local	inhabitants.	This	concluding	chapter	discusses	the	contributions	this	research	has	made	to	scholarship	in	geography	and	urban	studies	and	offers	recommendation	to	municipal	leaders	for	how	cultural	planning	projects	can	have	a	wider	use	value	to	local	inhabitants.		
6.2	Scholarly	Contributions	Within	the	discipline	of	geography	this	thesis	most	directly	engages	with	scholarship	in	the	areas	of	cultural	economy	and	urban	geography.	Through	an	ethnographic	approach	to	research,	I	discovered	some	of	the	challenges	of	deploying	culture	through	urban	planning	as	a	tool	for	economic	development.	The	knowledge	co-generated	in	this	thesis	through	participant	observation	and	interviews	is	grounded	in	the	stories	of	local	inhabitants’	struggles	with	inclusion	in	the	cultural	economy	as	well	as	their	successes	in	combating	their	exclusion	through	grassroots	practices.	I	have	sought	to	build	on	previous	research	of	alternative	practices	and	cultural	places	such	as	Bain	and	Mclean	(2013),	Iveson	(2013),	Bromberg	(2010),	and	Flusty	(2000).	While	these	scholars	focus	on	creative	and	cultural	practices	in	non-profit	artist-run	spaces,	outdoor	public	spaces	and	liminal	spaces,	this	thesis	adds	to	the	plethora	of	usable	and	flexible	cultural	spaces	by	incorporating	a	small	business	–	a	café	and/or	third	place	–	into	the	spaces	of	possibility	for	cultural	practices	not	
	 122	
encouraged	or	celebrated	by	dominant	neoliberal	planning	scripts	and	creative	city	best	practices.		 This	thesis	not	only	contributes	to	cultural	economy	and	urban	planning	research	in	general,	but	specifically	to	the	growing	body	of	literature	on	culture	and	planning	in	mid-sized	cities.	Using	the	starting	point	of	upper-tier	government	pressure	on	local	government	to	facilitate	growth,	this	research	shows	how	mid-sized	cities	are	forced	to	act	like	larger	urban	centres,	and	displays	the	government’s	bias	and	desire	toward	larger	size;	‘bigger	is	better’.	Through	normative	planning	models,	these	cities	are	encouraged	to	reject	their	current	composition	and	size-associated	traits	in	the	drive	to	renew,	develop	and	intensify.	While	Bain	and	McLean	(2012)	point	out	that	it	is	common	for	mid-sized	cities	to	not	have	purpose-built	venues,	resulting	in	a	greater	importance	attributed	to	multi-purpose	venues,	the	big	city	script	forced	upon	mid-sized	cities	alters	this	characteristic	through	promotion	of	state-of-the-art	cultural	flagship	buildings,	thus	changing	the	perception	of	the	city’s	size	and	potentially	its	actual	size.	These	actions	further	the	popular	notion	that	a	city	is	not	complete	until	it	is	a	large	city,	or	at	least	has	the	amenities	of	one.	As	the	little	brother	of	a	large	city	like	Toronto,	St.	Catharines	like	many	other	mid-sized	and	smaller	cities	agrees	to	enter	the	global	competition	to	achieve	its	stamp	on	the	big	city	map,	while	ignoring	parts	of	its	current	population	and	their	social	needs.		
6.3	Cultural	Variables:	Influence	of	Actors,	Place	and	Practice	While	creativity	is	openly	celebrated	by	urban	planners	and	elected	officials,	it	is	celebrated	for	its	ability	to	convert	a	place	and	its	population	rather	than	for	the	practice	itself.	As	a	result,	creativity	comes	to	be	seen	as	a	tool	for	the	purpose	of	economic	development,	
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rather	than	as	a	daily	practice	by	people	living	out	their	desires	and	needs.	No	matter	how	much	creativity	is	present,	urban	planners	and	elected	officials	will	look	outside	of	the	current	population	to	generate	and	attract	more	creativity.	In	the	process	of	looking	outward,	the	creativity	already	present	amongst	local	inhabitants	is	often	ignored	or	downplayed.	Such	dismissal	of	local	creative	talent	suggests	that	it	is	not	creativity	that	local	governments	are	seeking,	but	rather	wealth	through	an	increase	in	number	and	an	elevation	in	class	that	will	inflate	the	tax	base	and	property	values	through	growth	in	consumption	and	investment.	Considering	that	creativity	and	culture	both	exist	prior	to	and	as	a	result	of	formal	cultural	plans,	I	use	this	final	chapter	to	bring	together	the	multiple	forms,	scales,	actors,	geographies	and	objectives	of	cultural	planning	discussed	in	Chapters	4	and	5.	While	formal	cultural	planning	is	usually	pursued	by	a	small	group	of	elected	officials,	urban	planners	and	wealthy	professionals	for	the	purpose	of	economic	development	that	benefits	few,	with	a	focus	on	an	external	population	and	a	consumptive,	exclusive	culture,	informal	cultural	planning,	on	the	other	hand,	is	enacted,	lived	and	managed	by	local	inhabitants	for	its	own	sake	and	inhabitants’	social	and	cultural	desires,	and	thus	creates	an	inclusive	culture	accessible	to	the	participation	of	inhabitants.	This	latter	type	of	planning	seeks	out	spaces	in	which	its	accessibility	can	thrive,	and	in	this	case	study,	as	well	as	others	such	as	Bromberg	(2010)	and	Bain	and	Mclean	(2013),	third	places	show	potential	to	be	of	significant	use	value	to	inhabitants	who	want	to	freely	participate	in	culture	and	creativity.	The	grassroots	cultural	practices	occurring	in	third	places	demonstrate	a	tangible	alternative	city	within	the	city.		
6.4	Cultural	Planner	Identities	
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The	occupational	composition	of	a	cultural	planning	team	tells	much	about	who	a	plan	is	for	and	the	type	of	culture	that	will	be	constructed.	In	St.	Catharines,	as	in	many	cities	around	the	world,	the	cultural	planning	team	is	composed	of	professional	elite	who	are	celebrated	for	their	‘expert’	knowledge	–	architects,	urban	planners,	business	leaders,	elected	officials,	and	economic	development	officers;	a	type	of	cultural	planning	that	will	profit	this	narrow	population	through	financial	transactions,	increased	investment,	and	local	government	popularity	achieved	through	quick-fix	policy	that	sprouts	spectacular	cultural	flagships	that	symbolically	represent	economic	progress	and	success.	Urban	planners	who	are	focused	on	economic	development	and	fostering	urban	entrepreneurship	often	only	cursorily	consult	local	inhabitants	who	are	neither	property	or	business	owners.	The	economically	precarious	are	often	just	as	interested	in	accessing	local	culture	but	may	be	the	least	consulted	of	all	residents	and	may	also	be	the	most	negatively	affected	by	formal	cultural	planning	initiatives.	This	is	clearly	the	case	in	St.	Catharines,	as	none	of	the	interviewees	at	Mahtay	Café	were	aware	of	the	cultural	planning	documents	and	were	not	consulted	for	their	experiential	knowledge,	opinions,	needs	and	desires.	Being	excluded	from	the	formal	planning	ring,	local	inhabitants	challenge	the	notion	of	professionalism	as	they	create	and	assume	their	own	cultural	planning	roles	at	the	grassroots	level.	This	agency	and	self-management	demonstrates	a	culture	for	the	people,	by	the	people;	more	specifically,	by	people	desiring	to	find	access	to	participatory	opportunities.		
6.5	Staging	Culture:	The	Influence	of	Place	The	places	selected	and	constructed	by	these	different	groups	of	cultural	planners	also	speak	to	the	different	objectives	and	operations	of	culture	they	imagine.	Purpose-built	
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cultural	flagships,	specifically	the	First	Ontario	Performing	Arts	Centre	in	St.	Catharines,	are	composed	of	state-of-the-art	infrastructure	allowing	for	high	quality	sound,	image	and	seating	comfort,	all	afforded	by	multi-million	dollar	investments	from	multi-tier	government	(public	tax	dollars),	business	leaders	and	wealthy	donors.	The	building	price	is	high	and	so	too	is	the	cost	to	enter	and	to	use	the	facility.	Again,	this	type	of	culture	is	planned	by	globally	influenced	architects	and	urban	planners,	leading	to	a	cookie-cutter,	textbook,	culturally-sterile	design	void	of	local	inhabitants’	manifestations.	Additionally,	the	building	is	essentially	never	open	to	the	non-consumptive	public,	and	only	open	to	the	consumptive	public	at	specific	times,	mostly	during	evening	performance	hours.	In	contrast,	multi-purpose	third	places,	specifically	Mahtay	Café	in	St.	Catharines,	lend	themselves	to	be	used	at	almost	all	hours	of	the	day	by	the	entire	public,	consumptive	or	not,	for	multiple	purposes.	The	multi-purpose	third	place	is	eclectic	as	a	result	of	its	walls	and	floor	being	open	to	inhabitants’	creative	expressions	and	stories.	Inhabitants	are	able	to	fill	the	space	with	meaning,	creating	a	place	of	and	by	the	people.	To	a	degree,	inhabitants	author	the	place	based	on	their	needs	and	desires	instead	of	the	place	authoring	their	actions.		
6.6	The	Value	of	Culture	The	actors	and	the	place	of	action	deeply	influence	the	type	of	culture	practiced	as	well	as	the	purpose	of	that	culture.	The	type	of	culture	implemented	through	formal	cultural	planning	is	for	the	purposes	of	improving	the	city’s	global	image,	rebranding,	attracting	dollars	through	investment,	population	intensification	and	tourism,	gentrifying	its	landscape	and	population,	all	leading	to	proposed	economic	development.	This	culture	is	
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focused	on	an	external	population,	external	finances	and	external	desires.	Drawing	in	an	external	creative	class	as	tourists,	new	residents,	and	labourers,	who	will	all	help	to	increase	property	values	and	taxes,	and	displace	the	more	precarious	culture	in	the	process,	is	central	to	this	type	of	city-planned	culture.	This	culture	does	not	benefit	current	inhabitants	nor	does	it	actively	provide	them	with	agency	or	participation,	but	rather	ignores	them	because	they	do	not	directly	appear	to	contribute	to	the	renaissance	vision.	Based	on	gated	entertainment,	exclusive	access,	symbols	of	vibrancy	and	safety,	and	neoliberal	ideals	of	pay-to-play,	this	city-planned	culture	appears	to	be	largely	shaped	by	middle-	and	upper-class	norms	and	practices	of	cultural	consumption.	This	type	of	culture	is	of	high	exchange	value	to	the	corporate	city	and	real	estate/business	owners	while	holding	little	use	value	for	the	majority	of	local	inhabitants.	Alternatively,	an	accessible	culture	produced	by	and	for	the	inhabitants	obtains	much	use	value	for	local	inhabitants.	This	type	of	culture	exists	not	because	of	economic	objectives	but	as	a	direct	result	of	people’s	desires	to	actively	participate	in	a	community	and	to	express	and	share	their	beliefs,	opinions	and	creations.	People’s	need	for	social	connection	through	interaction	and	collaboration	amongst	the	neoliberal	virus	of	individualism,	entrepreneurialism	and	precarity	drives	this	informal	collective	grassroots	culture	where	people	can	gather,	unite,	develop	relationships	and	be	involved	in	cultural	practices.	This	culture	is	accessible	to	all	people	through	its	affordability,	open	and	progressive	nature,	and	non-contingent	participation.		
6.7	Resulting	Implications:	Imagining	a	Future	of	Social	Cultural	Policy	
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Considering	the	inherent	and	social	benefits	of	culture	and	creativity	accessible	to	all	inhabitants,	it	is	important	that	civic	leaders	and	elected	officials	be	reminded	of	the	value	of	informal,	grassroots	culture	and	creativity	to	the	livelihoods	of	inhabitants	and	be	encouraged	to	direct	cultural	investment	toward	creating	opportunities	for	inhabitants	to	manage	and	participate	in	culture.	Instead	of	using	public	tax	dollars	to	increase	property	values	and	taxes,	which	only	benefits	real	estate	owners,	public	tax	dollars	need	to	be	invested	in	a	way	that	can	benefit	all	people	regardless	of	their	ownerships	and	existing	wealth.	In	place	of	cultural	economic	policy	that	benefits	few,	a	cultural	policy	focused	around	social	benefits	could	benefit	a	greater	breadth	of	people	by	providing	accessible	opportunities	to	be	involved	in	cultural	practices	and	the	resulting	cultural	community.	I	strongly	maintain	that	inhabitants’	tax	dollars	should	not	be	used	to	fund	projects	that	are	not	accessible	to	them.	Cultural	projects,	I	argue,	ought	to	be	influenced	by	the	needs	of	people	who	are	marginalized,	not	by	upper-class	dreams	and	competitive	place-branding	ambitions.	Civic	leaders	and	elected	officials	ought	to	closely	examine	the	demographics	of	their	current	population,	particularly	their	underprivileged	population,	and	create	cultural	policy	focused	on	the	desires	expressed	by	these	people,	rather	than	using	cultural	policy	for	their	more	privileged	population	and	populations	that	are	not	yet	even	residents	of	the	city.		 The	third	place	Mahtay	Café	is	an	example	of	the	type	of	cultural	project	the	city	could	invest	in	to	contribute	toward	social	cultural	opportunities	for	inhabitants.	Mahtay	Café	displays	the	potential	that	multi-purpose	third	places	have	as	places	where	local	inhabitants	can	develop	supportive	social	relationships	with	the	potential	to	foster	creative	collaboration	and	engagement	in	cultural	production.	This	third	place	is	a	successful	
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example	of	participatory	culture	in	practice;	it	is	a	centrally	located	and	socially	accessible	venue	that	inhabitants	are	attracted	to	and	helps	to	meet	their	creative	needs.	Most	importantly,	a	wide	variety	of	people	continuously	make	use	of	this	space,	not	simply	as	a	night	out	on	the	town	or	to	enjoy	a	‘hot	ticket’	event,	but	in	their	daily	routines	and	creative	practice.	The	high	construction	costs	and	continuous	operating	costs	of	the	PAC	afforded	by	the	city	of	St.	Catharines	could	productively	be	reorganized	toward	affording	a	publically-funded	multi-purpose	third	place	imagined	and	managed	by	local	inhabitants.	Although	it	is	admirable	that	a	small	business	like	Mahtay	Café	provides	cultural	accessibility,	inhabitants	should	not	have	to	rely	on	socially	conscious	and	convivial	business	owners	in	order	to	participate	in	free	culture,	nor	should	inhabitants	be	forced	to	pull	up	their	socks	and	‘do	it	themselves’.	I	maintain,	that	in	the	twenty-first	century,	despite	municipal	funding	cut-backs	and	competing	investment	priorities,	it	should	be	the	responsibility	of	civic	leaders	to	direct	a	portion	of	its	cultural	investment	focus	towards	fixed	spaces	of	cultural	participation	for	all.		 Considering	St.	Catharines	is	a	post-industrial	city	with	a	wealth	of	disused	space,	there	should	be	a	number	of	potential	sites	to	operate	a	public	centre	for	accessible	cultural	participation.	The	City	could	use	vacant	factory	land	and/or	structures	or	vacant	storefronts	they	have	been	desperately	trying	to	fill	downtown.	In	fact,	the	City	of	St.	Catharines	has	immediate	experience	in	adapting	its	“terrain	vague”	(De	Sola-Morales,	1995)	or	abandoned	urban	buildings	for	new	uses,	with	their	recent	transformation	of	the	vacant	heritage	Canadian	Hair	Cloth	Building	into	an	arts	school.	This	imagined	cultural	place	could	take	on	characteristics	and	functions	of	a	community	centre	that	fosters	social	interaction	and	provides	space	for	cultural	production	and	display,	and	most	importantly,	
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is	free	and	open	to	everyone.	Bain	and	McLean	(2013)	display	the	success	and	usefulness	of	a	free	space,	Don	Blanche,	which	fosters	cultural	production	and	social	collaboration	through	its	provision	of	large	open	spaces	and	encouragement	of	diverse	creative	practices.	Additionally,	Bromberg	(2010)	provides	example	of	the	effectiveness	of	using	a	vacant	storefront	to	house	a	non-capitalist	space	of	generosity	and	conviviality,	Mess	Hall,	which	is	imagined	and	operated	collectively	by	its	users	for	the	purpose	of	their	desired	creative	practices.	These	types	of	non-economic	social	centres	bring	unique	views	and	lives	together	that	develop	new	potential	ways	of	being	in	urban	space	(Wendler,	2014).	Wendler	(2014)	also	provides	a	third	example	of	free	community	space,	Prinzessinnnengarten,	an	urban	garden	with	a	café	on	previously	unused	city	land	where	people	are	able	to	come	together,	interact,	share	and	learn	from	one	another,	and	be	creative	and	innovate	new	practices	and	methods,	all	based	around	the	multidisciplinary	culture	of	gardening.	Each	of	these	free	communal	centres	is	accessible	to	all	people	and	have	the	ability	to	contribute	to	people’s	social	well-being	and	provide	accessible	opportunities	for	cultural	participation.	I	am	hopeful	that	these	examples	and	my	overall	thesis	provide	St.	Catharines,	and	others	cities	implementing	revitalization	efforts,	an	illustration	of	the	types	of	places	and	opportunities	that	inclusive	cultural	planning	approaches	can	contribute	to.											
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Appendix	A:	Interview	Questions	Café	Users	(Artists/Non-artists)	1)	Please	begin	with	a	brief	description	of	yourself	as	a	resident	in	St.	Catharines.	If	you	are	an	artist,	you	can	expand	on	that	as	well.		2)	Why	do	you	come	to	Mahtay	café?	What	is	the	importance	of	this	café	to	you?	3)	What	does	Mahtay	Café	offer	you?	Is	this	unique	to	this	setting,	or	do	you	receive	this	elsewhere?	4)	How,	if	at	all,	has	this	café	contributed	to	you	emerging	or	growing	as	an	artist?		5)	How,	if	at	all,	has	the	arts	community	evolved	in	relation	to	this	café?	6)	How	do	you	feel	about	the	recent	cultural	developments	in	downtown	St.	Catharines?		Café	Owner/Employees	1)	How	is	this	café	able	to	support	artists?		2)	Why	are	artists	important	to	the	cafe?		3)	What	unique	characteristics/abilities	does	this	café	offer	artists?		4)	How,	if	at	all,	has	the	arts	community	changed	in	relation	to	this	café?	5)	What	relationship	exists	with,	or	impacts	have	been	felt	from,	the	cultural	developments	across	the	street?		Municipal	Representatives	1)	Could	you	begin	with	an	introduction	of	yourself,	your	role	in	the	city,	and	your	role	within	municipal	cultural	projects?	2)	What	are	the	main	infrastructural	drivers	of	the	city’s	cultural	plan	and	cultural	
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development?		3)	Why	is	the	cultural	plan	and	cultural	development	important?		4)	Who	and	what	is	the	cultural	plan/development	seeking	to	attract?		5)	What	do	the	new	cultural	investments	(Meridian	Centre	and	Performing	Arts	Centre)	offer	to	the	general	public?	To	local	artists?																																					
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Appendix	B:	Informed	Consent	Form	
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